globalization in tenns of cultural transfer in the South, by demonstrating the resilience of traditional music in the new migrant populations, and by tracing the interplay of tradition and hybridization in the music being produced. It also describes observations conducted at events involving the migrant music, such as norteno bands playing in North Carolina and Mexican rodeos in Virginia. In so doing, this article describes the type, transfer, and process of migrant music in utterly new ways and presents the evolving meaning of the music in its new regional context. This article goes beyond merely describing the types of migrant music to understand its evolving embeddedness in the new context of a globalized South arguably experiencing wrenching change more intensely than any other region of the United States.
As Raymond A. Mohl has noted, with some understatement, "Dixie is experiencing a dramatic demographic, economic, and cultural transfonnation."3) The Latinization of the South, the rise of what scholars have memorably tenned "the Nuevo South," marks yet another iteration of the much evaluated New South, and must be considered one of the most significant developments in the region in the age of modern globalization. The arrival of this massive new, largely Mexican population has deeply challenged and enriched the social, economic, civic, and cultural systems of the region. It is replacing the white-black racial dynamic as the core attribute of the contemporary South, and it must be considered one of the most significant developments in the (Oxford and Providence: Berg, 1994) , 3. II) Ibid, p. 4. "music is socially meaningful not entirely but largely because it provides of creating new commonalities that will come to defme a region in the future.
The emphasis in this article follows the most vibrant new scholarship on the discourse between global and regional identity in the South. As James L. Peacock, Hany L. Watson, and Carrie R. Matthews expressed it, "the U.S. South may also be taking its place in a world of regions, not simply of nation-states" I 2) Peacock, in a new book directly considering the impact of globalization on the South and its meaning for southern identity, has persuasively argued that "globalization is grounded, rooted in locale." Alternatively, "abstracted globalization cut loose from locales is problematic in both theory and practice." Peacock thus elucidates a new, durable "globalized regionalism."13) means by which people recognize identities and places, and the bowl(iaries which separate them." 5. 12) James L. Peacock, Hany L. Watson, and Carrie R. Matthews, eds. The American South in a Global World (Chapel Hill: University of North Carolina Press, 2006), 2-3. Some globalization theorists emphasize (and anticipate) a process of "deterritorialization" and the erosion and consequent disappearance of regional identity. But the process of change brought by globalization is, in fact, far more complicated and structured, and less utterly or conclusively corrosive than some argue. The key is what Nikos Papastergiadis calls "relentless dynamism." He correctly states that the globalization is "turbulent, a fluid but structured movement, with multidirectional and reversible trajectories." The South can be described, following this line of reasoning, as the most "turbulent" of regions in the country, in which "interconnectedness and interdependency between the various forces that are in play in the modern world" are laid bare. The points of contact, friction, and synthesis --the sites of turbulence --between the two musical cultures is fascinating, complex, and daily being recapitulated in complex ways in the South. These, in tum, are enriching a new southern identity for the global age. He argues that, in part, "the globalization of migration can be defmed through the following features: multiplication of migratory movements; differentiation of the economic, social and cultural backgrounds of immigrants; acceleration of migration patterns; expansion in the volume of migrants; feminization of migration; deterritorialization of cultural communities; and mUltiple loyalties of diasporas. In "Raleigh, Norte Carolina," Rey Norteiio articulates a classic migrant quandary in the ranchera form: a love for and desire to return home mixed with appreciation for the opportunities of the new surroundings. It is significant that Huerta did not name Mexico specifically. As he recounted to a music reporter for the Raleigh Independent Weekly, he did not want to limit the market for the song, and he also wanted to capture the experience of all migrants. As Huerta said, "'I wanted people from Peru, Ecuador, China, Canada or wherever they are from to be able to identify with the song because we have the same experiences . ... Work, cold, hunger, falling in love, facing certain types of discrimination, being away from your family for a long timeall of us go through the same things. "'25) Thus, the song "Raleigh, Norte Carolina" serves explicitly to interpret the inunigrant experience and to commodify it. Even the title, which is in "Spanglish" rather than grammatically proper Spanish, gears the song toward the migrant market and pitches its ideas to the increasingly The first stanza establishes that the singer has come north to work hard in Raleigh, but intends on returning to the country of origin to family and home. Yet the second stanza makes clear that home is now in the South, for it is in North Carolina that the migrant has truly found success. It is in Raleigh that the singer proclaims "now I can live/ as I had dreamed." The sadness or nostalgia that the singer feels then is not for Mexico or elsewhere, but for North Carolina. Returning to Mexico is to reconnect with distant family, but only for a short time.
The migrant's real home, his identity and his love, is now in Raleigh:
"I know I'm going to miss you! however, as soon as I can! se que voy a regresar (I know I'm going to come back)." The migrant returns, not to his country or origin but to his adopted region, the South.
27) For example, fans of Con junto music, an accordion-bajo sexto-bass-drums music that sounds remarkably similar to norteiio music except to the initiated, have stressed to me at a Conjunto festival in Texas that the two are entirely different forms of music. Numbers of them have said to me, "norteiio music -that is for the Mexicans" or some similar sentiment. This difference is detailed in Dan Margolies, "Polkas. Polkas. Rey Nortefio has expertly evoked the connections the new homeland, and the popularity of the song attests to the resonance of its message and the new, deep connection to new homes in the South. As Huerta told the Raleigh News and Observer when the song was recognized as a legitimate regional hit, he wrote the song because "I was thinking about all the people who are here far from country, far from friends and family. In some form, we feel an affection for Raleigh, for work, for friends, for another way of living that we learn here. This was not a cultural event sponsored by a local arts community and it certainly was not sponsored by the local county or city governments, which had recently done so much to agitate the migrant population. This event was entertainment of a particular sort that tapped into a broad sense of migrant identity. The Gran Jaripeos in Manassas are for-profit enterprises put on by Cruz Productions of Philadelphia and ProMex of Maryland. They are designed to capitalize on the large migrant population in the region and the demand for traditional music.
According to the newspaper report of the June event, the promoters sold 4,000 tickets and estimated the crowd to be evenly split between
Mexicans and Central Americans. 31 ) The neatness of these numbers perhaps makes them slightly suspect, though I did not conduct a conclusive survey and am unable to disprove them.
The allegiances and origins of the crowd were broadly apparent in their dress, the writing and logos on which announced their country of origin. People dressed elaborately for the summer rodeos despite the often enervating heat and humidity of mid-summer Virginia. Woman were conservatively dressed for the most part and seemed to have the bulk of the responsibility for child care. Men dressed in rodeo style.
They almost universally wore jeans, cowboy hats, and exotic skin belts matching exotic skin cowboy boots. A majority of them also wear long sleeved cowboy western shirts, often with the names of countries or Mexican states embroidered on them. Cowboy hats featured metal plates with these same place names engraved on them as well. Some people have both shirt and hat identification in a totemic display of identity.
Few people lacked some form of identification. Some t-shirts being worn claimed "100% vaquero," "100% El Salvador," or "MEXICAN/ Not Latino/ Not Hispanic," or featured Pancho Villa,Emilio Zapata, or Despite the diverse origins of the crowd, the music offered was purely Mexican in style, theme, and presentation. In this sense, Mexican music became the acknowledged soundtrack of the migrant experience and a claim of authority was explicitly made. It is worth noting that since this was a for-profit endeavor, the choice of bands assurnedly reflected a calculation that the chosen combination of bands would be the ideal.
The emphasis at the June and July Gran Jaripeos was on the major and North Carolina and Mexican rodeos in Virginia. In so doing, this article describes the type, transfer, and process of migrant music and presents the evolving meaning of the music in its new regional context. This approach incorporates the insights of southern history and globalization theory as well as ethnomusicology. Music is a vital part of southern tradition, culture, and identity, and it is an appreciable if not core aspect of migrant culture. Music is also an excellent means of mapping complicated new southern regional identities. These changes are enriching a new southern identity for the global age. Studying migrant music is a means of understanding the impact of globalization on the South and regional identity as it also a means of understanding globalization itself.
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